most frequently holding the symbol of their calling, a rolled or open scroll. When the scroll is rolled, it is obvious that the message is not revealed. In cases when the author holds an opened and inscribed rotulus, several observations can be made. There are some rare instances when the roll is covered with simulated writing as is the case with the mosaic image of the prophet Jeremiah in San Vitale, Ravenna (ca. 548), or in the Monastery Kaleni} (early 15 th c.), where the prophet Daniel holds a scroll inscribed with what appears to be simulated exotic writing, resembling the Kufic style. This enigmatic, unreadable message possibly refers to the Chaldeans and to Daniel's captivity. 2 Prophets can also be depicted in the process of inscribing their text upon the scrolls. This iconographic type seems to have been inspired by the images of the four evangelists originally found in miniature paintings. 3 According to the preserved evidence, the representation of prophets actively writing out their respective texts in monumental painting became popular during the last phase of Palaeologan art, especially during the second half of the fourteenth and the first decades of the fifteenth century. 4 Most often, however, in a varied manner, the prophets display scrolls inscribed with a selected message from their own writings. There are, however, deviations from this rule, which are the focus of this article.
In the majority of cases, with the exception of Daniel, and Elijah when he joined this group of authors, prophets wear a chiton and a himation and follow iconographically the classical pattern of the three ages of man: young, middle-aged, and old. The facial features specific to a given prophet -his icon -were not absolutely standardized by the early stages in the development of their iconography, making their identifications very difficult when the name inscriptions or other texts are lacking. Even when the types of some of the prophets are firmly established, a generalized conventionalization occurs, especially in some of the minor prophets, who might have been less frequently chosen to be represented.
Two examples in monumental art, predating Iconoclasm, demonstrate the following: if the format of the prophet is a figure in bust, the prophet is identified by name inscription but deprived of his attribute-the scroll-and thus the inscribed text. Such a case excludes any possibility of a specific message or of textual exchange. This was the case in the apsidal mosaic in St. Catherine on Mount Sinai (predating 565), where the presence of the prophets in this iconographic program is the message. 5
The second example is the most significant complete fresco-group of the four major and twelve minor prophets, dated to the second half of the sixth or early seventh century and preserved in Chapel XII at the Coptic Monastery in Bawit, Egypt (now in the Coptic Museum in Cairo). Here the standing figures holding inscribed scrolls are placed in the uppermost zone of the four walls of this small chapel. Each figure was identified by the name inscription and the epithet "prophet", which were placed above the shoulders. Atypical in Chapel XII is the fact that the name of each author was also written on the bottom of the scroll that he carries, thus reconfirming the authorship, and that the quotations are unusually long, exceeding in some instances ten lines (e.g., Isaiah's scroll contains 11 lines), versus more regularly used five to six lines, and rarely reaching eight or nine. In this chapel, however, there are no examples of a prophet carrying the quotation borrowed from another biblical author, since all the Old Testament figures carry the texts selected from their own books. 6
In the preserved illuminated gospel books of approximately the same period, figures of prophets holding inscribed scrolls were included in the iconographic program. Their texts were selected as being appropriate to a given gospel scene as its Old Testament prefiguration. However, no textual migration from one author to the scroll of another writer can be documented. 7
From the Macedonian period onward (867-1453), the situation changes considerably in Byzantine painting regarding the process of selecting prophets and their quotations. The church's architectural configuration was changed, and prophets most often were moved from the walls of the basilica to occupy the drum of the dome, although they can be depicted in other areas, such as the tympana or the soffits of arches. 8 The original set of sixteen authors of the prophetic books does not seem to have been strictly retained, but a selection of prophets mixed with other biblical characters, also labeled "prophets," such as Kings David and Solomon, Moses, Aaron, and Elijah with Elisha, became a more preferred iconographic choice. 9 The number of figures represented in the drum of the dome varies from eight to twelve or sixteen, but it can be as high as twenty or even twenty-four. 10 With more visual evidence preserved, especially from the eleventh century and later, certain observations can be made: the strict biblical order of the prophets is abandoned, and the figures and their quotations are selected to underscore the theological and iconographic emphasis of a given monument. Since the eastern segment of the drum is symbolically the most significant because of its orientation, it was reserved for the most prominent among the prophets who are then the bearers of the most potent messages. The choice of texts is usually based on liturgical reading, although there are exceptions to that rule as well. Among the more than 800 examples of prophet ensembles, comprising nearly 5,000 individual figures in Byzantine monumental and miniature painting researched by the author, she has never found the same prophet or the same quotation repeated twice within the same group, nor an entire group of prophets and their citations being slavishly duplicated from one monument to another.
However, one can observe deviation from the standard practice of a prophet holding the text selected from his book. In this work the author will endeavor to pose the question and attempt to answer where, when, and why such textual substitutions occurred. From the surviving visual documentation the following can be deduced: in some instances, formal mistakes of two kinds are made, which the author of this article will examine first. Second, the evidence also points out that in the majority of examples exchanges of texts between the original author and the carrier of the message were purposefully done.
Classified as an obvious mistake by the author, the case of the Cappella Palatina in Palermo (ca. 1148) can be cited. 11 Here the prophet Jeremiah, identified by the name inscription as such, carries a scroll inscribed with the text from Ezekiel 44:2. -Tade legei k(urio)j H pulh auth kekleismeni estai oudeij ou mh dielqV di' authj. This famous quotation, referring to the closed gate, is interpreted as the prefiguration of the Nativity, and it is almost exclusively written on the scroll carried by Ezekiel. 12 In the same chapel the prophet identified as Ezekiel holds a scroll inscribed with the text from the prophet Baruch, Baruch 3:35 (or 3:36, depending on variations in verse numbering in various biblical recensions -Outoj o q(eo)j hmwn ou logisqhsetai eteroj proj auton), which is the quotation most often given to Jeremiah to carry on his scroll as will be subsequently discussed. 13 Since these two major prophets share certain iconographic similarities of older, gray-haired men, the mosaicist seems to have been unable to distinguish between their icons, or as a regional, Latin-speaking artist copying from a Byzantine original, he could neither understand nor read the text in Greek that he copied and inscribed on the scrolls of these two biblical characters.
The positioning of these two major prophets in relationship to an imaginary eastern radius of the dome's drum provides certain indication that helps in solving this particular problem of mixing up prophets and exchanging their texts. In Cappella Palatina the so-called Ezekiel stands first, south of the eastern radius, to be followed by the figure named by the inscription as Jeremiah. It seems, however, based on precedents, that Jeremiah was always placed closer to the eastern radius where he was paired with Isaiah. 14 When included in the group, Ezekiel follows Jeremiah but he is placed nearer the imaginary southern radius. If that were the case, the images of prophets and their quotations inscribed on the scrolls would have been correct in the Sicilian monument in question, that is to say that Jeremiah would be followed by Ezekiel, but for the name inscriptions. The author believes that the mistake was made by the artist who in this case exchanged the names of the two major prophets, while the iconography of the figures as well as their prophetic quotations remained true to the original visual tradition, order of placement, and liturgical practice.
Isaiah, one of the four major prophets, is the figure most frequently included in any painted group of the Old Testament authors. Since many of his prophecies were given exegetical interpretations, they became an important part of liturgical reading. For that reason, the scroll he holds is inscribed with a variety of selected quotations, the most famous being Isaiah 7:14. 15 Seldom is his scroll rolled in the drum of the dome. 16 This unusual case in the drum of the dome of the De~ani katholikon might be explained by the fact that the text of Isaiah 6:3 is inscribed around the Divine Liturgy in the calotte. However, at the disposal of the iconographic programmer were a Prophets Carrying Texts by Other Authors in Byzantine Painting … 233 texts, held a rolled scroll, or the texts remain unidentified to date. Among the surviving texts, in 35 cases Ezekiel carries inscribed on his scroll Ezekiel 44:2 or 44:1-4. This text is read at the Feast of the Nativity of the Virgin, at the Presentation of the Virgin, and on the Annunciation, among others. Another 18 different quotations selected from his book were also used on the scroll held by this prophet. number of other quotations from the book of Isaiah, appropriate for this context. 17 Even more rarely does he display a text written by another author. An example of the latter is found in the Chapel of Joachim and Anna (Kraljeva Crkva) in the Monastery Studenica, in Serbia, dating from 1314. 18 In the drum of this chapel's dome, Isaiah, thus identified by the name inscription and by his well-established iconographic type of an old, white-haired man with a gaunt face, occupies the first place south of the eastern window, a leading position that is often accorded him when the prophets are depicted in a polygonal or circular drum. However, in this group of eight figures that exhibits an interesting selection of prophets, he alone carries the scroll with text written by another author. It is the quotation from Genesis 1:1 -Tako g(lago)le(tâ) g(ospod)â b(og)â stvore i n(e)bo i zemlä, customarily inscribed on the scroll displayed by Moses. 19 Obviously, a mistake is made in the drum of this chapel. Since the iconography of Isaiah in Kraljeva Crkva is traditional, making him clearly distinguishable from that of Moses, the mistake must then be found on the textual level. G. Babi}, author of a monograph on the Chapel of Joachim and Anna, blames the inscription's transcriber for this mistake. Namely, the quotations from Genesis 1:1 and Isaiah 7:14 follow each other in the liturgical reading for the feast of the Nativity as recorded in the parimia. 20 The painter or the scribe, in case that these two were involved in the image-making process, mistakenly substituted the text from the book of Isaiah with that from Genesis when copying possibly in a hurried manner from the above mentioned liturgical book.
The instances cited above seem to be unintentional mistakes made by the artist-painter or scribe who executed the name inscription or the textual quotation, and they truly belong to the visual realm. However, there are other instances in which a prophet is assigned to carry on his scroll a text composed by another writer. 21 In the author's opinion, these are intentional substitutions of the texts guided by the emphasis of the iconographic program of the given monument as planned by a learned theologian.
Several examples are sufficient to sustain this idea, with the most prominent provided by the prophet Jeremiah, who in a number of instances displays on his scroll the text from the book of Baruch, Baruch 3: 35 (3:36) . The oldest example of such a combination traced by the author goes back to the now lost mosaic figure of the prophet Jeremiah from Hagia Sophia in Istanbul, dating from the last quarter of the ninth century. 22 The representation of Jeremiah stood at the eastern end of the north tympanum in the Great Church, holding the scroll with the above cited text from Baruch. This was not a mistake but a choice of the theologian who planned the prophets and the program of their messages for Hagia Sophia. Since Baruch was a companion of Jeremiah, this association provided the basis for this combination of the prophet and the text. Furthermore, the text of Baruch 3:35 (3:36) is liturgically paired with that of Isaiah 7:14, which was used with that prophet's image that once stood opposite Jeremiah at the eastern end of the south tympanum of Hagia Sophia. 23 Thus, it was necessary when liturgically pairing these two texts to pair the two prophets. However, because Isaiah was a major prophet, his counterpart had to belong to the same hierarchical rank, thus not Baruch, Jeremiah's companion, but Jeremiah himself. Therefore, the two major prophets formed a visual as well as a liturgical pair, since the texts that they carried inscribed on their scrolls were read on the same feast days, such as the Eve of the Nativity, the Nativity, and so on. 24 Furthermore, it is important to state that this tradition of representing Jeremiah with the text from Baruch 3:35 (3:36) most likely emanated from Constantinople's Great Church into all areas under Byzantine artistic and religious influence, lasting well into the period of Turkish domination. 25 The example of Panagia ton Chalkeon in Thessalonike will only be briefly mentioned here since a prophet whose scroll bears the text of Isaiah 19:1 remains unidentified due to the overall damage of the fresco surface in the entire drum and the loss of many name inscriptions. 26 This church, painted ca. 1028, contained sixteen prophet figures depicted in two zones of the drum, with each carrying an inscribed scroll. To date, only eight of the Old Testament characters have been identified along with six of their eight texts. Among them is the prophet Isaiah, whose message is the popular quotation of Isaiah 7:14. This major prophet occupies the space in the upper zone of the drum, south of the imaginary eastern radius, his most frequently used location. Knowing from numerous cases studied by this author that a figure of a prophet is not repeated two or more times within the same group, as already stated, one must assume that the unidentified prophet depicted west of the imaginary southern radius is not Isaiah, although he is assigned to carry the text from Isaiah 19:1. 27 There is a chronologically later example in which the prophet Zephaniah holds the scroll with the same quotation, 28 but that model cannot be applied to Panagia ton Chalkeon, since in the latter case Zephaniah is not only preserved but also securely identified by name inscription and placed directly below the prophet Isaiah's figure. He is one of the eight positively established identities, and the readable text on his scroll is from his own book, Zephaniah 3:8. Also since all four major prophets are recognizable in the Panagia ton Chalkeon's group, this text's carrier must be one of the remaining unidentified minor prophets, who was charged in this church with the task of delivering Isaiah's second prophetic message, that of Isaiah 19:1, also well known and used in monumental paintings. Both of these quotations are taken to be the Old Testament prefigurations of the First Coming of Christ, and should be related to the Christological scenes, painted in the proximity and below the prophet figure. 29 Groups of prophets from two churches of the mature Palaeologan style clearly illustrate this process of quotation selection and the choice of the figures assigned to carry the given message. These are the Church of the Holy Apostles in Thessalonike (ca. 1310-1312) and the Church of the Resurrection in Verroia (1314). In the dome of the Holy Apostles an unusual number of prophets executed in mosaic survived. The selection of the ten standing figures, instead of the more usual eight or twelve prophets, was dictated by their placement in the curvature of the calotte rather than on the vertical walls of the dome's drum. All the figures there have lost their name inscriptions, which in this author's opinion caused A. Xyngopoulos to mistakenly identify Isaiah as Zephaniah and the image of the latter as that of the former within this group. 30 Inscribed on the scrolls of two prophet figures in this dome are quotations from two of the books by the two major prophets. This combination represents a somewhat unusual case since as carriers of their messages, a minor prophet and a so-called prophet are selected. These are Zephaniah with the text written on his scroll from Isaiah 19:1 -Idou k(urio)j kaqhtai epi nefelhj koufhj, and Elisha with that from Ezekiel 7:10 -Idou hmera k(urio)u …. The two major prophets, whose texts they carry, are also present in this ensemble, delivering the following messages selected from their own books: Isaiah, Isaiah 66:15, and Ezekiel, Ezekiel 1:19. 31 This and all other groups of prophets and the messages derived from their prophetic quotations can be read on two levels: one is theological and liturgical; the other is literal. The combination of textual selections in the Holy Apostles in Thessalonike stands out among all others that the author has studied. Liturgically, in this church the prophets' quotations deal with the ideas connected with Christ, from his First Coming to the promise of salvation. 32 When read on the literal level, these biblical texts, although copied from secondary sources, such as prophaetologia or parimia, deliver a message that speaks of frightening events, only to conclude with the reference to the Second Coming delivered through the seldom used words of Isaiah as inscribed on his scroll (Isaiah 66:15). 33 Might this selection and the message thus conveyed be inspired by the historical events that took place in the vicinity of Thessalonike only a few years prior to the execution of the decoration of the Holy Apostles and its prophet group? One needs to remember that toward the end of the first decade of the fourteenth century, the Catalan Company pillaged not only the monasteries on Mount Athos, but also the countryside in the vicinity of Thessalonike, causing terror among the population as well as material damage. 34 Might this unusual selection of prophetic quotations be a veiled reminder of those recent historical happenings with the promise of deliverance as well as a theological exegesis of the Old Testament prefigurations of the events from the Life of Christ and their consequences for the Christian believers? Can these cases of textual exchanges and substitution testify to the fact that these are not mistakes, but careful selections departing from tradition in order to better express a well-planned message.
The second selected example for this study regarding the practice of textual exchanges is also extremely instructive. The single nave, domeless Church of the Resurrection in Verroia, dating from 1314, has prophets, painted in fresco and depicted in bust, holding opened inscribed scrolls. They occupy the second zone of the Prophets Carrying Texts by Other Authors in Byzantine Painting … 237 32 The following quotations are found on the scrolls of the prophets in the Holy Apostles in Thessalonike (Quotations cited throughout this article are from The Holy Bible, Douay Rheims Version, Ten Books and Publishers, Inc., Rockford, Illinois, 1989): Nahum 2:13, "Behold I come against thee, saith the Lord of hosts, …"; Zephaniah, with the text from Isaiah 19:1, "The burden of Egypt. Behold the Lord will ascend upon a swift cloud, and will enter into Egypt, …"; Jonah 2:6, "The waters come passed me about even to the soul: the depth has closed me round about, …"; Habakkuk 3:3, "God will come from the south, and the holy one from mount Pharan: …"; Elisha, with the text from Ezekiel 7:10, "Behold the day, behold it is come: destruction is gone forth, …"; Elijah, with the text from III Kings 19:11, "… and behold the Lord passeth, and a great and strong wind before the Lord overthrowing the mountains, and breaking the rocks in pieces: …"; Malachi 1:5, "And your eyes shall see, and you shall say: The Lord be magnified upon the border of Israel", and Malachi 1:6, "The son honoureth the father and the servant his master: …"; Ezekiel 1:19, "And when the living creatures went, the wheels also went together by them: …"; Jeremiah 23:5, "Behold the days come, saith the Lord, and I will raise up to David a just branch: and a king shall reign, and shall be wise: and shall execute judgment and justice in the earth."; Isaiah 66:15, "For, behold, the Lord will come with fire, and his chariots are like a whirlwind, to render his wrath in indignation, and his rebuke with flames of fire."south and north long walls of the nave. 35 Because of the architectural setting, the prophets are not associated with the image of the Pantocrator in the dome, which this church lacks, but with the Christological scenes painted directly above them. This close proximity between a scene and a prophet with his text determined in this case the choice of quotations, which were made on the basis of liturgical reading related to the given feast. What is unusual in this example is the fact that four quotations were used from the Book of Isaiah. Only one of them is delivered by the author, and the other three by three minor prophets. The scroll held by Isaiah bears the text from Isaiah 9:6. Nahum is assigned the task of delivering the message from Isaiah 50:5; Amos, that from Isaiah 53:7; and Haggai, from Isaiah 6:1. 36 Although studied by S. Pelekanides, primarily from the stylistic and iconographic points of view dealing with the known painter-Kalliergis -who frescoed the church in question in Verroia, the close relationship between the selected prophetic quotations inscribed on the scrolls and the Christological scenes remains to be explored in depth, but this author's focus will remain solely on textual substitutions. The events from the Life of Christ are on the third zone of the two long walls of the nave; their sequence starts at the eastern end of the south wall, and then moves clockwise to the western end of the north wall, to conclude at its eastern end. The entire length of the north wall is occupied by depictions of the Passion of Christ and the subsequent events. There are, however, two interruptions in this sequence: two shallow, arched niches pierce the north and south walls at the level of the standing figures and intrude slightly into the zone of the prophet medallions. The northern niche contains the depiction of the Crucifixion. The Resurrection, represented in its apocryphal variation of the Descent into Limbo, the feast day of this church, occupies the opposite niche on the south wall. 37 This rich iconographic program and meaning of the scenes is further explained by the figures in bust in the medallions below them or flanking them. Here in this second zone, in addition to the prophets, the church fathers and the four evangelists are included, and together with the martyrs, they are dispersed among the prophets. Since this examination concentrates only on those prophets who carry the quotations of other authors, the latter will be discussed only in the context of the liturgical reading of these texts without even touching upon their iconographic types. 38 The group of prophets on the north wall, moving from the west to the east, starts with Joel, who is one of the minor prophets given the task of delivering on his scroll a quotation from one of the major prophets. However, in the case of the Church of the Resurrection at Verroia, it is unusual in another aspect as well. The quotation, identified as Jeremiah 32:39, is Jehovah's answer to the prayer of Jeremiah: And I will give them one heart, and one way, that they may fear me all days: and that it may be well with them, and with their children after them. These lines from Isaiah's prophecy are paraphrased in the Gospel of Matthew (Matthew 26:67). This seldom used quotation on the prophet's scroll, to the best of this author's knowledge, is related in a metaphorical way to the scenes depicting the Passion of Christ represented above this prophet. Directly above Nahum is the representation of Christ before the Judges, suggesting the beginning of his condemnation process and the Passion sequence.
The selections from the Book of Isaiah continue, since the text from Isaiah 53:7 is written on the scroll held by Amos. Although it is read on other occasions, the primary reading given to it in the Greek Typicon and in the Syro-Palaestinian and Armenian Lectionaries is for Friday of the Holy Week. 40 He was offered because it was his own will, and he opened not his mouth: he shall be led as a sheep Although infrequently written on the scroll of the prophet Isaiah, it is found in those churches where he is depicted in the events chronologically close to the Crucifixion or in that scene itself. This practice is documented in the illustrations of the famous Chludov Psalter from the late ninth century. Here the prophet Isaiah is depicted in the scene of the Arrest of Christ, and his words are inscribed vertically in front of him and between him and Christ. 41 In the Church of the Virgin (1208-1209) in the monastery Studenica, Isaiah, depicted in half-figure, is present at the Crucifixion, where he holds an abridged version of his prophecy inscribed in Church-Slavonic on his scroll and quoted here in Serbian: Kao jagnje na zaklanje vo|en bi…. ("… as a lamb to the slaughter he was led …"). 42 Furthermore, this quotation was incised on the carved representation of the Lamb of God in the Parigoritissa in Arta. 43 Its usage here is easily explained since this text from Isaiah is also read during the Prothesis Rite. 44 Therefore, its application in Verroia is clear: it is related to the Crucifixion scene, and thus selected for that reason. The choice of the minor prophet Amos to deliver it here seems to be purely arbitrary since at least two other minor prophets absent from this group could have done that task. They are Hosea and Micah.
In this small church in Verroia, the prophet Zephaniah represents another exception among the many examples dealing with prophets that the author has studied. His scroll is not inscribed with a text from one of the prophets, but from the Gospel of Matthew 24:30 in which the evangelist speaks about the return of the King of Glory:
And then shall appear the sign of the Son of man in heaven: and then shall all tribes of the earth mourn: and they shall see the Son of man coming in the clouds of heaven with much power and majesty. (Matthew 24:30) This quotation is also paraphrased in the Apocalypse 1:7, 45 and therefore is not a New Testament exegesis of a prophetic vision, but a Gospel text obviously chosen here for its physical proximity to the Ascension scene, painted above the prophet Zephaniah. Furthermore, the text and the image also provide the possibility for a verbal and visual allusion to the Second Coming of Christ.
Finally, the prophet concluding this series and closest to the eastern wall is Haggai who delivers the message from Isaiah:
In the year that King Ozias died, I saw the Lord sitting upon a throne, high and elevated: and his train filled the temple. (Isaiah 6:1)
The opening words of this vision of Isaiah and the following lines were inscribed on the scroll held by Isaiah, for example, in Timotesubani, Gruzia, from the end of the twelfth or early thirteenth centuries, or in the katholikon of the Monastery Kaleni}, in Serbia, from the early fifteenth century, in addition to a number of other monuments. 46 The textual reference to this vision of the Lord was wisely chosen to be included in the program of this church. On one level it also can be related to the image of Christ in the Ascension above the prophet, but on another level it forms a theological counterpoint to the image of Isaiah and the text that he carries directly opposite Haggai on the eastern end of the south wall. There the text of Isaiah 9:6, referring to the Nativity, the Incarnation of the Lord, opens the liturgical sequence, while the text by the same prophet (Isaiah 6:1), but carried by Haggai, forms its logical conclusion with the Vision of the Lord. 47 It is also noteworthy to mention that the placement of the text of Isaiah 6:1, held by Haggai, as close as possible to the altar space is not accidental. Only two medallions containing representations of church fathers separate the prophet from the side of the apsidal wall. The verses following the opening lines from this chapter of the Book of Isaiah (Isaiah 6:2-3) form the basis for the cherubic hymn sung just before the consecration of the Host. Such a textual choice and its placement reconfirm how closely connected were the visual renditions and theological thoughts expressed in this church. 48 The selection of the prophetic quotations, their sequence, and their relationship with the scenes from the life of Christ painted in their proximity, though unusual in the Palaeologan period, testify to a well-thought-out message planned by a learned theologian, and not a series of mistakes made by the ignorant painter, in this case named Kalliergis, a very famous artist of his era and region, or a scribe. The small, domeless Church of the Resurrection in Verroia provides us with a singular insight into how an iconographic program is planned to satisfy the cycle of annual liturgical celebrations, as well as how to underscore certain chosen themes, in this case, scenes from the Passion of Christ, which were leading to the Resurrection, the dedicatory feast of this church.
This ideal visual and liturgical correlation between the prophets with their abridged quotations and abbreviated words and the Christological scenes is reminiscent of a much older tradition of the same nature. It is documented not in monumenProphets Carrying Texts by Other Authors in Byzantine Painting … 241 tal painting but on the folios of the illustrated Gospel books dating from the sixth century. As typical examples one can cite here the Rossano and the Sinope Gospels and to a lesser extent the Rabbula Gospels, where the prophets lack the inscribed scrolls. On their pages with the texts of the Gospels and their appropriate illustrations, the images of prophets were added. In the two gospels written in Greek, they hold opened scrolls inscribed with quotations relevant to the given scene. 49 New Testament scenes were interpreted as fulfillment of Old Testament foretelling of the events from the life of Christ. This tradition can be followed only sporadically and in specifically selected scenes during the intervening centuries, but it seems to have been revived in an unprecedented way, as far as the preserved evidence allows one to judge, in the small Church of the Resurrection in Verroia.
In many Byzantine churches decorated during the periods after the end of Iconoclasm and even after the Ottoman conquest, there are occasional examples of a prophet carrying a scroll inscribed with the text written by another author. 50 However, the cases discussed here, more typically and completely than any others, document both unintentional, formal mistakes by the painter or the scribe, and intentional adjustments in selecting texts of the prophets as well as their carriers. This seems to be dictated by the theological emphasis given to the iconographic program of a church by the planner of such a program, and which may be driven by the religious discourse or even historical events of the given period.
Qubica D. Popovi}

PROROCI KOJI NOSE TEKSTOVE DRUGIH AUTORA -GRE[KE ILI NAMERNE ZAMENE?
Od makedonskog perioda nadaqe (867-1453), situacija se dosta promenila u vizantijskom slikarstvu, naro~ito kada se radi o odabirawu proroka i wihovih citata. Oblik crkvene arhitekture se tako|e izmenio i vrlo~esto proroci su preme{teni sa zidova crkve u kupolu, i ako mogu da se vide i na nekim drugim povr{inama, kao na primer u timpanonu ili na potrbu{ju lukova. Izgleda da se nije vi{e obra}ala stroga pa`wa originalnom skupu od {esnaest pisaca proro~kih kwiga, i zato su izvesnom broju izabranih proroka dodate druge biblijske li~nosti koje su isto tako obele`avane kao oeprorociOE. Na primer to su carevi David i Solomon, zatim prvosve{tenici Mojsije sa Aro-nom, i prorok Ilija sa Jelisejem. Takve grupe figura su postale povla{}en ikonografski izbor.
Kako je sa~uvano dosta likovne evidencije, naro~ito iz 11. veka i docnije, studiraju}i ove figure mogu da se donesu izvesni zakqu~ci: strogi biblijski red proroka je napu{ten, li~nosti i wihovi citati odabirani su da bi se podvukla teolo{ka i ikonografska poruka odre|enog spomenika. Me|utim, mogu da se primete i odstupawa od ustaqenih reprezentacija proroka koji dr`e uobi~ajene citate izabrane iz wihovih kwiga. U ovom~lanku, autorka }e postaviti pitawa i poku{ati da pru`i odgovore, gde, kada i za{to su se desile zamene proro~kih tekstova. Iz sa~uvane vizuelne dokumentacije mo`e da se zakqu~i slede}e: prvo, u nekim slu~ajevima nalaze se dve vrste formalnih gre{aka, koje }e autorka ovoga~lanka ispitati na po~etku rada. Drugo, dokazi ukazuju da je u ve}ini sa~uvanih primera, kada se izvr{i razmena teksta izme|u originalnog pisca citata i nosioca tog citata, to je namerno u~iweno.
Svrstan od strane autorke kao o~igledna gre{ka vizuelne prirode, slu~aj Palantinske Kapele u Palermu (oko 1148) mo`e da se navede (sl. 1). Ovde prorok Jeremija, identifikovan kao takav u natpisu imena, nosi svitak sa citatom iz Jezekije 44:2, a Jezekija dr`i svitak sa citatom proroka Baruha, Baruh 3:35. Kako ova dva velika proroka imaju ikonografske sli~nosti kao stari i sedi qudi, izgleda da mozai~ar nije mogao da napravi razliku izme|u wihovih likova, ili kao lokalni umetnik, koji govori latinski, a kopira sa vizantijskog originala on nije mogao ni da razume ni da pro~ita gr~ki tekst koji je kopirao i upisao na svicima proroka, tako da je napravio zamenu tekstova i time na~i-nio gre{ku.
Isaija je naj~e{}e od svih proroka bio ukqu~en u naslikane grupe ovih figura, zato {to su mnoga od wegovih proro~anstava bila va`an deo liturgijskog~itawa. Zbog toga je svitak koji on dr`i ispisan raznim izabranim citatima, od kojih je najpoznatiji tekst Isaija 7:14. Skoro nikad wegov rotulus nije savijen, ili ispuwen citatom nekog drugog autora. Jedan primer ovakvog sluaja nalazi se u kapeli Joakima i Ane (Kraqeva crkva) u manastiru Studenici u Srbiji, koja je datirana u 1314. godinu (sl. 2). Ovde Isaija nosi citat iz Kwige Postawa 1:1, koji je standardno napisan na svitku koji dr`i prorok Mojsije. G. Babi}, pisac monografije o kapeli Joakima i Ane, pripisuje prepisiva~u teksta ovu gre{ku, zato {to citati iz Kwige Postawa 1:1, i Isaija 7:14 slede jedan drugog u liturgijskom~itawu iz parimija za vreme proslave Hristovog Ro|ewa.
Gore navedeni primeri izgledaju kao nehoti~ne gre{ke, koje su napravili ili slikar ili prepisiva~, ispisuju}i ime i prepisuju}i citat, i one zaista pripadaju kategoriji formalne prirode. Me|utim, postoje i drugi slu~aje-vi u kojima je jedan prorok bio odre|en da nosi na svome svitku tekst nekog drugog autora. Po mi{qewu autorke, ovo su namerno u~iwene zamene teksta, prouzrokovane varijacijama ikonografskog programa datog spomenika, koji je planirao neki u~eni teolog. Nekoliko primera je dosta da doka`u ovu ideju.
